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THE MAIN ASPECTS OF GIUSEPPE TARTINI’S INFLUENCE
ON THE VIOLIN SONATAS BY IVAN KHANDOSHKIN

t the start of its history, the Russian violin
Aschool existed under the strong impact of

European culture and was guided primarily
by Italian musicians. The Russian nobility regarded
the Italians as setting great examples for imitation,
and entrusted them with the leading artistic positions
at the court. For example, composer and conductor
Giuseppe Sarti served at the Russian court for
decades and actively assisted the promotion of
Italian music. Within a short period of time, the
Russian Empire became one of the most progressive
cultural centers, attracting a multitude of European
musicians, while producing its own indigenous
talents, many of whom were taught by Italians.
Consequently, the first Russian musicians, most
notably violinists, violists and singers, frequently
applied Italian models and techniques in their
performances and musical compositions, adhering
to the public demand for Italian music. The works of
Italian violinist-composers formed and comprised
the primary violin repertoire at the Russian court of
the 18™ century, influencing the later developments
of the Russian violin school.

Ivan Khandoshkin was a connoisseur of
Italian music and was recognized as a master
of improvisation in the Italian style. Although
Khandoshkin managed to become the first
Russian violinist, raising the Russian school of
violin performance to the level of a self-sufficient
musical phenomenon, it is important to remember
that he constantly turned to European models in
his performance and his composing. According
to various documental records, including the
catalogue from the Moscow Foundling Home!, Ivan
Khandoshkin was thoroughly familiar with the violin
works of Pugnani, Boccherini, Vivaldi, Corelli,
Tartini, and others. Furthermore, fostered by Italian
violinist Batista Tito Porta, Khandoshkin worked
closely with some of the leading Italian musicians,
adopting their techniques and performing traditions.
Being an avowed improviser, Khandoshkin was also
one of the few Russian violinists (if not the only)
to be treated equally alongside the famous Italian
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guest-virtuosos. A number of successful Italian
violinists — F. Giardini, F. Fiorillo, G. Albetrazzi, F.
Tardi, and especially F. Sartori and A. Lolli, were
Khandoshkin’s competitors on the Russian stage for
many years, and directly influenced his performing
and compositional style, encouraging him to attain
perfection in the performance of Italian music.
Ivan Khandoshkin was also known as a passionate
follower of Giuseppe Tartini, having adopted the
methods introduced in Tartini’s treatise ‘7rattato
di musica secondo la vera scienza dell'armonia,’?
which had not been published in the Russian Empire
at that time, but, very likely, had been brought to the
Russian court by Italian musicians.

As a solo violinist, and practicing orchestral
musician, Ivan Khandoshkin, had an extensive
knowledge of Italian music, with its techniques and
stylistic nuances, which he was capable of adopting
while composing his own solo violin music in
the Italian style. However, notwithstanding the
abundance of Italian violin composers at that time,
it was still Giuseppe Tartini’s violin music which
had the greatest effect on Khandoshkin’s violin
sonatas, especially on his manner of treatment of
the bow technique. The influence of Tartini is also
perceptiblein the special attention Khandoshkin gave
to the violin timbre, supporting it with considerable
expansion of the violin range. Following the
European models in his violin sonatas, Khandoshkin
utilized the compositional principles of eighteenth
century sonata form, paying special attention to the
clear differentiation of the two main theme groups.
This manner of application of the sonata form also
most likely came from the methods of Tartini, who
actively promoted dramatic, technically challenging
violin music based on profound contrasts of themes.

The influence of the artistic concepts and
methods of Giuseppe Tartini may be disclosed
in all the violin sonatas by Ivan Khandoshkin
and is distinctly apparent in many aspects of
Khandoshkin’s violin music.

Let us review the main aspects of Tartini’s in-
fluence on the violin sonatas by Ivan Khandoshkin:
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Like Giuseppe Tartini, Khandoshkin was
interested in broadening the expressive potentials
of the violin, aiming to expand its vocabulary by
introducing new techniques and performing methods.
This endeavor furthered the dramatization of violin
music, which, according to Tartini, had the necessity
of expressing all types of human emotions in order to
reach new artistic levels in violin performance. It is
interesting that in many ways Giuseppe Tartini was
guided by the authoritative theoretical works of the
Italian Kapellmeister, Gioseffo Zarlino,* one of the
first music theorists to promote the idea that music
“must affect the human’s soul, and incite diverse
human emotions.” So, in this sense, Tartini’s violin
performing style, with its technical innovations,
was inspired by this progressive philosophical
idea from the past, and also was influenced by the
Italian concitato (“agitated style”), which had been
widely used in early Italian Baroque music. Ivan
Khandoshkin, in his turn, most likely possessed
the knowledge of the Italian concitato, because
music in this style (including a number of works
by Claudio Monteverdi) had been performed at the
courts of Saint-Petersburg. Moreover, close analysis
of his solo violin sonatas indicate some influence
of the Italian concitato as well, demonstrating a
certain connection to the rhetoric that was typical,
not only for Baroque music, but especially for the
compositions of Giuseppe Tartini. For instance, there
is an extraordinary example in the second movement
of the Sonata in G minor in which Khandoshkin
uses agitated and persistent, repetitions of a very
dissonant interval (the minor second) in order to
intensify the dramatic culmination (Example 1).

1. Sonata in G minor (II)
Allegro assai
0O 1 g g ﬁ g % TN
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At that time dissonances in music were very
sparse and possessed a passing function, whereas,
in Khandoshkin’s case, dissonances are deliberately
usedasanimportantelementofmusical development.
Such use of dissonance in a Classical composition
of the eighteenth century undoubtedly demonstrates
Khandoshkin’s boldness as a composer. Therefore, it
is possible to state that Ivan Khandoshkin’s interest
in expanding the technical and expressive potentials
of the violin was in many ways inspired by Tartini’s
ideas and elaborations about the dramatization of
violin music and performance. At the same time,

93

by adopting these innovative ideas and methods of
Tartini, Khandoshkin was able to elevate them to a
new level,;

As a consequence, the dramatization of violin
music created a noticeable impact on the overall
concept of the sonata cycle. Giuseppe Tartini would
typically compose deeply contrasting movements,
presenting a wide range of different emotions
and feelings to the listener. Similarly to Tartini,
Khandoshkin’s solo violin sonatas demonstrate an
extreme diversity of emotional states designated by
different sections of the form. Khandoshkin’s sonatas
would typically start with a darker ‘tragic’ mood, move
to lighter colors, then return to a certain melancholy
at the end. This artistic logic assisted Khandoshkin in
the creation of comprehensive, and cohesive sonatas,
which have evolved into a well-organized cycle.
The presence of several contrasting musical themes
connected Khandoshkin’s sonatas to the style of
early Classicism with its concise forms. Combining
this with an active type of musical development
demonstrated the Baroque through-composed form,
resulting in an advanced overall style. This intricate
balancing between clear-cut sonata structure and
through-composed form also comes from the style
of Tartini’s violin sonatas. As for the influence of
through-composed form, it is possible to draw some
connections to Italian Baroque violin sonatas, and,
more specifically, to the trio sonatas by Corelli.

All of Khandoshkin’s violin sonatas demonstrate
the influence of Italian theatrical drama, which may
also be traced in Tartini’s works for violin solo.
Both Tartini and Khandoshkin incorporated the
main principles of Italian theatrical drama in their
music, implementing the dramatic theatrical solo
monologues, which alternated with the orchestra
or chorus. This artistic method was advanced by
Giuseppe Tartini, who claimed that solo violin music
needs to be based on human speech which, according
to him conviction, would be helpful in composing a
comprehensive solo piece. The strong connections
between rhetoric and music were typical for the
Baroque era, but in Tartini’s violin sonatas these
bonds often played a decisive role in the process
of writing a melody. Similarly to Italian drama and
the violin music of Tartini, Khandoshkin’s sonatas
contain episodes of recitation, which imply the
characteristics of an actor’s speech (including the
well defined recitative-like phrases, diverse fermatas
and/or pauses, various leaps, etc.) For example, in
the second movement of the Sonata in G minor he
introduces a recitative-like episode (Example 2).
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2. Sonata in G minor (II)  making an entire movement “folk-like”. The entire
Allegro assai e third movement is based on Russian melodicism
o P Ly o P G . .
ettt e ey e fatve~  (cach variation contains
7 ‘ elements) (Example 5).

1. The presence of traits of vocal music of Khan-
doshkin’s sonatas, primarily in the type of melodicism
used and application of such bowing techniques as
legato, reflected the influence of Italian opera as
well. Since Khandoshkin composed his sonatas in
the Italian style, it was obviously his intention to
implement not only the general features of Italian
music, but also certain characteristics of Italian
opera. He accomplished this by focusing mainly
on the famous lamento with its descending short
musical phrases, pauses, and short lyrical motives
that typically represent the emotions of sadness or
melancholy. One such example can be found in the
first movement of the Sonata in G minor (Example 3).

3. Sonata in G minor (I)

Maestoso

2.Thevocalnature ofthe melodies is also dictated
by the composer’s appeal to Russian melodicism.
Even though, in his sonatas, Khandoshkin did not
utilize Russian folk songs the way he did in his
variations, some of the episodes do display the
influence of Russian folk song, as reflected in the
harmony. For example, in the opening of the third
movement of the Sonata in G Minor, Khandoshkin
included an episode that is based on a repeated
secondary dominant progression, followed by
leading tones (C—C#) in bass line, which is typical
for Russian lyrical folk songs (Example 4).

4. Sonata in G Minor (I1I)

Andgme con variazzioni

R

This requires the violinist to imitate Russian
two-voice singing in order to create a stylistic,
and coloristic, contrast to the rest of the piece. It
is interesting that this movement is written in the
form of variations — Khandoshkin’s favorite genre
to utilize in his works based on Russian folk songs.
It follows that the elements of Russian melodicism
introduced in the opening theme constitute the
harmonic structure of each successive variation,
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Such reference to folk song harmony in the
sonata genre, which is clearly different from a direct
quotation of melody, is likewise derived from the
methods of Giuseppe Tartini, who asserted that “in
order to be a good violin player, it is important to be
a good singer.” Tartini himself often incorporated
Italian gondolier folk songs in his works.

Since Tartini was known for developing violin
bowing techniques, he paid special attention to
the right arm, focusing on producing a strong and
rich sound. Like Tartini, Khandoshkin was clearly
interested in improving right hand techniques. For
this end he made use of various double- triple-
and quadruple-stops, string crossings-over and
staccato passages, all of which require the use, and
good distribution of the ‘weight’ of the right-arm
(Examples 6-8).

6.
Maestoso
7.
Andante con variazzioni W
e o o o . o s i £
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8.
Andante Maestoso
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To continue elaborating on the impact of Tartini
on Khandoshkin’s violin sonatas, it is necessary to
review another aspect of this influence more closely.
As has already been demonstrated, Khandoshkin
was guided by Tartini’s approaches in many ways,
and the use of cadenzas seems to be another domain
where Khandoshkin applied some of Tartini’s
methods.
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While writing his violin sonatas, Ivan 9.

Khandoshkin ~ would compose cadenza-like Tartini: Khandoshkin:

episodes, inserting them in the different sections of belis .

the form of the respective work. At certain times, ECSSS2S 2

he would write down these small cadenzas, but - 7

more often he would place a fermata, or a longer 10.

note, at the end of the musical phrase (cadence) or Tartini Khandoshkin:

!arger s.ection,.implying that 'the Violin'ist sho'uld ﬁ' -

improvise on his own, dgvelopmg the main muswgl e

material of the sonata in a virtuosic manner. This ==

method stems from Italian Baroque music, where 11.

soloists were expected to improvise on long Tartini: Khandoshkin:

fermatas, impressing the public with their ingenuity e~ o T

and virtuosity, enabling the other musicians of the *;‘E'*”"""L:’ﬂf 3; === rr

orchestra prepare their scores, re-tune, or switch v

bows, without distracting the audience. As a soloist

and orchestra concertmaster, Khandoshkin was Khandoshkin:

often obliged to improvise during his performances e W=

of Italian operas, concertos and various works for %Eﬁ

chamber ensembles, which evidently developed
his skills of improvisation in the Italian style, and
affected his own music.

Similarly to Tartini, Khandoshkin incorporated
something similar to “natural” and “artificial
modes”,® as well as “florid” (artificial) cadences
which, in his case, imply large-scale improvisations.
In Tartini’s interpretation modes did not mean
keys, but implied a method of creating and then
incorporating embellishments and ornamental
figures (or short cadenzas) into the music. According
to Tartini, natural modes are small embellishments
which the performer can feel intuitively and are
“taught by Nature herself”.” Artificial (compound)
modes are applied according to bass progression
and should vary the main melodic material of the
musical work. In the case of these it was preferable
for the composer to write them down and insert
them into the cadential points of the melody, or in
any other spots in the music, regardless whether
or not the melodic phrase was completed. Tartini
also suggested including either florid (artificial)
cadences® in places marked with a fermata or long
notes which suggested this fermata to be held as
long as the performer wishes, “at his own will”.? The
“cadences” may occur at melodic cadential points,
or where the melody stops, thereby completing
the melodic line naturally. The following are a
few examples that demonstrate the similarities
between the methods described in Tartini’s treatise
and fragments from Khandoshkin’s sonatas, once
again demonstrating Tartini’s influence on the latter
(Examples 9—12).
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Generally speaking, in Khandoshkin sonatas
the natural and artificial modes are applied as
ornamental figurations within or at the end of
musical phrases and often have a fill-in role,
whereas the artificial cadences, present in the
music in the form of improvisatory cadenzas,
depending on where they are placed in the
composition, could possess a developmental,
transitional, or conclusive function. By applying
these methods to his sonatas, Khandoshkin allows
the performer to demonstrate not only his or her
originality in using ornamentations, but also to
prove his or her artistic talent while improvising
the “florid” cadenzas.

Since Khandoshkin’s performing and com-
positional practice was closely connected with
the art of improvisation, it would be appropriate
for the violinist performing the composer’s
music to include at least some short impromptu
embellishments in these sonatas. The complexity
of'the method of modes, and the overall singularity
of Khandoshkin’s style may create difficulties for
the violinist in regard to improvisation. While
performing Khandoshkin’s sonatas, the violinist
must carefully choose not only the optimum places
in the music for the “modes” and “cadences”,
but, more importantly, their respective styles and
techniques which comprehensively represent the
specificity of Khandoshkin’s music. Furthermore,
the properly chosen techniques take on special
significance, because they assist greatly in the
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overall stylistic and structural cohesiveness of the
musical work.

The method of modes in Khandoshkin’s
interpretation has a very free improvisatory
approach and is typically associated with
complex ornamental figurations during or at the
end of a musical phrase. Some inconsistency in
Khandoshkin’s score markings, most likely, comes
from a tradition of the eighteenth century, when
composers often neglected to indicate most of
the tempo and dynamic indications, leaving this
prerogative to the performers. Conforming to
this tradition, Khandoshkin usually supplied his
scores with very sparse score markings, making
it difficult for the violinist to determine the best
place for natural and artificial modes. Despite this
difficulty, the violinist still must carefully choose
the place for any kind of embellishment, in order
to prevent a breakup of the melodic cohesiveness.
Generally speaking, the best instances for
embellishments would be at the melodic cadences,
pauses in between two musical phrases, and notes
of longer values (half-notes or longer). The spots
where there is a large leap in the melodic writing,
as well as the notes marked with trills, also present
good instances for bringing in more elaborate
ornamental figures.

As has already been mentioned, the florid
cadences in Khandoshkin’s sonatas may carry
different functions. If the fermata sign, denoting
the place for a cadenza, appears at the end of a

melody or a larger musical section, the violinist
should focus his improvisation on the affirmation
of the main music material, rather than on its
development, and create a type of virtuosic coda.'”
In places where the note or musical section (phrase)
following the fermata, is preceded by any kind of
embellishment (mode), the violinist must end his
or her cadenza in such a way as to create a smooth
transition to the next note or section with no break
in the melodic line. While improvising a cadenza,
the violinist must adhere to the overall style of the
musical composition, while diversifying it with
different bowings and colors. However, all the
bowings not introduced before in the music, must be
incorporated with caution, in order to avoid stylistic
inconsistency and to prevent possible break-up of
the musical and stylistic cohesiveness.

Khandoshkin became the first Russian violinist
and composer to develop the genre of the violin
sonata and its violin techniques to a greater extent
than any other Russian violinist or composer of the
eighteenth and nineteenth centuries. This was only
possible because of his unparalleled understanding
of the existent genre of the violin sonata and his
unique ability to combine this knowledge with the
European performing traditions. All three of his
sonatas for violin solo were obviously composed
under a strong Italian influence, and became the
first and, in my opinion, the best examples of such
works written in Italian style by a native Russian
composer.
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The Main Aspects of Giuseppe Tartini’s Influence
on the Violin Sonatas by Ivan Khandoshkin

The outstanding Russian violinist Ivan Khandoshkin has comprehended profoundly the traditional Italian musicians
who exerted an influence on his music and performance. The greatest amount of interest was demonstrated by him
in the achievements of Giuseppe Tartini. The author of the article, examining Khandoshkin’s sonatas, demonstrates
their closeness to Tartini’s aesthetics and compositional techniques. Along with the general tendencies of the bow
technique, interpretations of the timbre of the violin, expansion in the range of the instrument, the more essential
aspects of Tartini’s influenced are accentuated: gravitation towards the Italian style of concitato (in particular,
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the usage of dissonant instruments); a reliance on the peculiarities of the operatic recitative; manifestation of the
specificity of the operatic style of lamento; transmission of the vocal nature of folk melodicism; balancing between
concise structural organization (with profound contrasts between the respective sections) and a through type of
development; expansion of the technical possibilities of the right hand (the enrichment of the strokes). Special
attention is given by the author of the article to Khandoshkin’s cadences, perceiving an adherence to the methods
of Tartini in this sphere as well. Thus, Khadoshkin’s indication of the fermata (or a sustained note) at the end of a
musical phrase or section presumes the improvisation by the performer, carrying out both a decorative and a form-
generating function. Deepening the violin’s expressive capabilities and bringing in new performance techniques,
Khandoshkin was the first to develop the genre of the violin sonata in Russia. This became possible as the result of
his unique talent of unifying his own practical habits with Western European performance innovations.

Keywords: Ivan Khandoshkin, Giuseppe Tartini, the Russian violin school, the Italian violin school, the solo violin
sonata, technique of violin playing.

OcHoBHble acneKkTbl BAMsiHUA Axky3enne TapTuHu
Ha CKpUNu4Hble COHaTbl MBaHa XaHAOLLKMHA

Beinatomuii pyccknit ckpunau MBan XaHTOMKUH TyOOKO MOCTHT TPAJUIMHA UTAIBSIHCKUX MY3bIKAHTOB, OKa3aB-
[IMX BJIMSHUE HA €r0 TBOPYECTBO M MCIIOIHUTENbCTBO. Hanbonbinii MHTEpeC OH MPOSBUI K JOCTHXKCHHUSM BEJIH-
xoro Jxy3enmne TapTunu. ABTOp CTaTh, paccMaTpuBasi COHaThl XaHIOIIKHHA, TOKa3bIBACT UX OJIM30CTh 3CTETHKE,
KOMINO3UIMOHHBIM npuémamM Taprunu. Hapsnay ¢ oOmuMu TeHICHIMSMH TEXHUKH CMBIUKA, TPAKTOBKH CKPHITNY-
HOTrO TeMOpa, paclIMpeHus Iuara3oHa HHCTPYMEHTA, BBIICICHBl HanOoJjee CyIeCTBEHHbIC acleKThl BO3ACHCTBUS
TapTunu: TATOTEHHE K WTAIBSHCKOMY CTHIIIO concitato (B 4aCTHOCTH, MCIIOJIb30BAHUE AMCCOHUPYIOIINX HHTEP-
BaJIOB); OTIOPa Ha 0COOCHHOCTH OIEPHOTO PEYNTATHBA; BOILIOUICHNE ClIelM(UKH OonepHOro cTwiIsl lamento; niepe-
Jlada BOKaJbHOW NPHUPOJBI HAPOJAHOW MENOAMKH; OalaHCHPOBAaHHE MEXAY YETKOH CTPYyKTypHOW opraHu3anuei (¢
IITyOOKMMH KOHTpAacTaMH paszeiioB) M CKBO3HBIM Pa3BUTHEM; PACHIMPEHHE TEXHHYECKUX BO3MOXKHOCTEH IpaBod
pyku (oboramenne mrpuxoB). Ocoboe BHUMAaHUE aBTOP CTAThH Y/ENSCT KaJeHINsIM XaHJOUIKHHA, yCMaTpuBas 1
B 9TOH chepe cnenoanue merogam Taprunu. Tak, ykazanue XaHIOMIKHUHBIM fermata (1100 BbIEP)KaHHOW HOTBI)
B KOHIIE MY3bIKaJIbHOHM (pa3bl WM pasjelia Imoipa3syMeBaeT UMIIPOBU3ALMIO UCIIOJIHNTEIS, BBITOTHSIONIYIO KaK Je-
KOpaTUBHYIO, TaK U (hopM0ooOpasytomyro GyHKINHU. YIIyOusisi BEIpa3uTelIbHbIC BOZMOXKHOCTH CKPUIIKU U BHEIPSIS
HOBBIE UCIOJHUTENIbCKHUE NPUEMBI, XaHIOUIKUH NEPBBIM Pa3BUI )KaHP CKPUMNMYHON coHaTsl B Poccun. D10 cTano
BO3MOXKHBIM O1aroz1apsi €ro yHUKaJbHOMY TaJlaHTy 00beAMHEHHSI COOCTBEHHBIX IPAKTHUECKUX HABBIKOB C 3aIla/{HO-
€BPOIEHCKUMU UCIIOTHUTEIbCKUMU HOBALIUAMU.

Kiirouessbie ciosa: Ban Xanjowkus, Jxy3enne TapTuHy, pycckas CKpUIIMYHAS LIKOJIA, UTAJBSHCKAsl CKPUITNY-
Hasl IKOJIA, COJIbHASI CKPUIINYHAS COHATa, CKPUITMYHAS TEXHUKA.
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